THE MUSICAL TIMES.-SEPTEMBER I, 1919. While all who 'tempt their fame's superior blaze, Shine, and gladly shine, but with reflected rays. Their Orchestrion that met our wond'ring view, Spoke with the master's soul in '62. Their Boxes, Overture, Drum, Snuft, Pianoforte Transform'd my Cabinet to an Empyrean Court; We hail their Flute instruments self-acting, Th' lyre-winged Muse me (Loretto like) escorts, Self-acting musical clock pianofortes, Lo English Concertinas do appear In another page-I may not name them here ; But they're the representatives of Nicol Freres. In some cathedral vast or civic dome, Their spirit wonder-works shall find a home. The mode of action, I all arduous watched, Th' additional time-regulator attach'd To th' main machin'ry which th' rallentando Obtains, and, too, the accellerando. In furtherance of your works I will engage, O blest enchanters of a miraculous age; Corporation themes or songs of Zion, Shall make the winds thro' the Orchestrion. The reason is musical rather than liturgical, for De Angelis is historically and musically different from the rest, being written in a mode which is identical in its intervals with our modern major tonality. Experience has shown this service to possess a marvellous vitality and popularity, extending over hundreds of years, and a beauty which needs only to be heard in order to be appreciated. In certain whole districts in Northern France as well as in countless other churches in the West of Europe,* it is the 'standing dish' at the Sunday Mass, a real common song of the people, known and loved by them for generations. Many adaptations of the music to English words have been published during the last fifty years, and the service is becoming a serious rival to the less melodious Merbecke. It holds, to some extent, a balance between the more austere 'orthodox' plainsong, and melodiousness in our modern C major sense.
Before proceeding further it may be pointed out that the service divides musically into two sections :
(I.) De Angelis proper, i.e., the Kyrie, and Gloria in Excelsis and Credo which are built up on the melodies of the Kyrie; and (2.) The Sanctus and Agnus Dei, to which the melodies of the now extinct office of St. Nicholas have been fitted. This division has been recognised in more than one printed book of the last century, in which a different Sanctus and Agnus have been added to the Kyrie, Gloria, and Credo. It is with the former that we are mainly concerned, for the problem of the latter part is simple, the only question being at what time the plainsong of the old St. Nicholas office was adapted to the Sanctus and Agnus Dei. Of this we have no certain knowledge, but if we hazard a guess at somewhere about 1264 we shall probably be on the right track, for it was in 1264 that Urban IV. commissioned St. Thomas of Aquinas to prepare an office for the new feast of Corpus Christi, and we find that for the Antiphon to Magnificat in the first Vespers of the feast (0 quam suavis) the same melody has been used, namely, that of ' O Christi pietas,' the Antiphon to Magnificat at the second Vespers of St. Nicholas.] There is no trace in the office of St. Nicholas of the Kyrie melody of De Angelis, and there seems little doubt that the two parts are different in origin. As regards mode, they are both Lydian; but in range they are distinct. Thus we find that editions in modern notation usually place the Sanctus and Agnus in the 'seat' of the mode, i.e., with the final on F, while transposing the Kyrie, Gloria, and Credo down to the key of E flat or even D. Recent attempts to fix the date of the Kyrie-section, or De Angelis proper, show at a glance what progress has been made in this corner of the field of plainsong research during the last twenty years. In 1903 the date was said to be 'I7th or I8th century'; in the following year Gastou6, in his 'Principaux chants liturgiques,' pronounced it I6th century at least; Grospellier followed in the Rivue du Chant Grigorien for January, 1905, by referring the melody back to Ante thronum, an Alleluya-verse from a Franciscan Proser of the 14th century. He suggests that the composer of the Kyrie de Angelis used this melody in his work, and he traces also the Kyrie itself to an Ordinary of Bayeux vaguely dated by Chevallier as '13th to 15th century.' The same scholar notes in the Rtvue two months later another Franciscan MS., dated 1402, with both Kyrie and Gloria in two-part descant, named 'Kyrie Lombardi.' Gastou6, in July, 1905, notes But in the British Museum (Arundel 14) is a curious MS. to which a still earlier date is to be assigned13th to 14th century-which seems to have escaped notice hitherto. The late Prof. Wooldridge did not include it in 'Early English Harmony,' nor, as far as I know, has any other writer either on harmonized or liturgical music quoted it. And yet on folio 35 is found the Kyrie de Angelis scored for three voices, with the melody in the lowest part. The transcription of this is of such interest that it is reproduced here:
The first thing we notice about the melody as given here is that it has all the characteristics of sing over the phrase beginning at (a) (noting specially the unusual E at (b)), and be converted. Next we observe that the form of the melody is simpler than the received version. We should not be right in ascribing this simplification to the exigencies of the harmony; counterpoint of this period, indeed, talked invariably find that plainsong phrases when taken for cant'fermi in the 13th century preserve their melodic outline almost intact, though varying their rhythm to suit the new requirements of the composer. We may in the absence of other evidence take this form as purer and more primitive than the one in use to-day.
The manuscript contains three other Kyries of similar musical form, all of which are very strongly suggestive of folk-song; in fact the fourth begins and ends unblushingly in the key of C major. And it may or may not be worth mentioning that the body of the MS. contains Giraldus Cambrensis' 'oDescriptio Hiberniae': his remarks on English part-singing in the I2th century have often been quoted from his 'Descriptio Cambriae. ' We have been accustomed to look upon De Angelis as a foreign or Continental service, and some people have even classed it in public with the Missa Regia and the other two 'conceived' plainsong Masses of Henri Dumont, which were written at the end of the 17th century. But until earlier evidence (which perhaps this article may provoke) is found on the other side of the Channel we shall be justified in claiming the Kyrie de Angelis (if not the whole service) as a product of England, owing its origin to an adaptation of English folk-song to the Liturgy.
